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The Italian, Spanish, and English Fencing Schools
in Shakespeare’s England
Stewart Hawley
Bowling Green State University
Three styles of fencing are were taught in England during the Elizabethan era:

Italian, Spanish, and English. Non-historical plays of the Elizabethan period are
examined to consider what style of fencing was used on stage, and perhaps taught
to the actors in plays such as Romeo and Juliet, Hamlet, and others. Historically,
scholars have chosen to argue that actors of this period were taught an Italian
or Spanish style of fencing, often glossing over the English style. I argue that
the unique English style of fencing was probably taught to Elizabethan actors.
Showing that these three fencing styles have distinct features that differentiate the
English style from the other two styles, I also offer interpretations of what these
exhibitions might have looked like on stage.

As a fight choreographer and ten-year member of the Society of

American Fight Directors, I am interested not only in knowing what
style of fencing Elizabethan actors learned, but also from whom
they learned it. I have trained and competed in modern fencing
with the epee, foil, and saber, and studied classical Italian fencing.
My experiences with the complexities of stage combat leads me to
believe that understanding the foundational style of fencing used by
Elizabethan actors may provide insights for modern productions of
early modern plays.
During the Elizabethan period, three distinct schools of fencing were taught: Italian, Spanish, and English. Each style has a distinct form, emphasis, and weapon length. For the most part, Elizabethan history scholars have divided themselves into two camps:
those who argue for the Italian school, such as Louis B. Wright, and
those who argue for the Spanish school, including historian James
Jackson and Elizabethan fencing scholars Craig Turner and Tony
Soper.1 All choose various historical references and then analyze

1 Louis B. Wright, “Stage Dueling in the Elizabethan Theatre,” The Modern Language
Review, 22.3 (1927), 256-75;.James L. Jackson, “They Catch One Another’s Rapiers: The
Exchange of Weapons in Hamlet.” Shakespeare Quarterly 41 (1990), 281-98 and “The
Fencing Actor Lines in Shakespeare’s Plays.” Modern Language News, 57 (1942), 615-22;
Craig Turner and Tony Soper, Methods and Practice of Elizabethan Swordplay (Carbondale: Southern Illinois UP, 1990).
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fencing scenes from plays to support their points of view. However,
very little research has been done on the school of English fencing
as a means by which actors could have gleaned their knowledge
and techniques of stage combat. Evidence indicates that an English
company called the London Masters of Defense was the primary
source of instruction for actors learning how to fight on the stage.
The three sections of this paper address three styles of fencing taught in Elizabethan London—Italian, Spanish, and English—
in order to discuss the uniqueness of each style. Investigating each
school’s footwork, guards, and fighting emphasis reveals the differences between the schools and how their styles might look on
stage. Each section presents what scholars have written about that
particular style of fighting, and why those scholars believe Elizabethan actors used that school of fencing on stage.
I then offer evidence that questions their theories. I turn my
attention to the London Masters of Defense to present evidence of
their connections with actors of the Elizabethan era and analyze the
arguments of scholars who suggest that actors learned fencing from
the Italian masters. I also discuss three famous fencing masters of
the time, examining the costs of their lessons, the types of pupils
they instructed, and their reputations as noted by the nobles and
members of the middle class. Finally, I examine the evidence of the
London Masters’ teachings appearing in two texts by Shakespeare,
noting particularly how Shakespeare seems to mock the Italian style
of fence, and then demonstrate that the London Masters of Defense
most likely taught fencing to the actors of Shakespeare’s company.
The London Masters of Defense was a company comprised
of English fencing masters who taught in and around London from
the early 1500s to the mid-1700s. Its students performed in theatres across the London area. The company taught a wide variety of
weaponry, including long sword, backsword, bastard sword, quarterstaff, and rapier and dagger. Investigating the style in which the
London Masters taught offers insight into how fight scenes might
have appeared on stage. But to investigate the dramaturgy of fight
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sequences, one must examine the background of the English culture
of arms during the Elizabethan era.
The sixteenth century in England could be considered a
golden age of arms. As Ralph Holinshed remarked in 1586:
Seldom shall you see one of my countrymen above eighteen or
twenty years old to go without a dagger at the least at his back
or by his side . . . . Our nobility wear rapiers with their daggers
. . . . No man traveleth by the way without his sword or some
such weapon.2

Roger Ascham, in Toxophilus (1545), notes:
For of fence in everie town there is not only Maisters to teache
it . . . but there hath not fayled also which have diligently and
well-favourbly written it and is set oute in printe that everie
man may rede it.3

Not only did Elizabethans have the ability to learn from various fencing masters across the country, but they could also view
fencing matches where fighters displayed their skill for all who
wished to witness it. According to fencing historian Luigi Barbasetti, English fencing masters were first organized under Henry VIII
in 1540 and displayed their skills, as well as their students, for the
public. Typically they performed in such places as the Bull Inn,
Bel Savage Inn, the Swan, the Theatre, the Globe, and Blackfriars
because their own schools would not hold the admiring public that
wanted to attend.4
These events became so popular that, in 1597, Phillip Gawdy
suggested the entire city seemed to be shut down on one occasion, as
all were in attendance at a fencing contest at the Swan.5 Similarly, a
French traveler by the name of De Richefort gives a full description
of a publicly staged fencing match in 1590:
2 Ralph Holinshed, Chronicles (London, 1586-7), 227.
3 Roger Ashem, Toxophilus, ed. Edward Arber (Westminster: A. Constable, 1895), 2.
4 Luigi Barbasetti, The Art of the Foil, with a Short History of Fencing (New York: E.P.
Dutton, 1932), 208.

5 Ibid., 239.
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Commonly, when any fencing masters are desirous of showing
their courage and their great skill, they issue mutual challenges,
and before they engage, parade the town with drum sand trumpets sounding, to inform the public there is a challenge between
two brave masters of the science of defense . . . . We went to
see one combat, which was performed on a stage in the middle
of the amphitheatre where on the flourishes of trumpets and
the beat of drums drew their swords, and immediately began
to fight, skirmishing a long time without any wounds . . . . The
taller had the advantage, for according to the English style of
fence they endeavored to cut than to push [thrust]as seen in the
Italian or Spanish style. . . .
The tall one struck his antagonists wrist, which he almost cut
off. But did not prevent him from continuing the fight . . . . The
little man gave him a stroke which took off a slice of his head
and almost his whole ear.6

The fact that De Richefort writes that fencing matches were performed at amphitheatres suggests that rather large audiences came
to witness the fencing display, and the parade of the two fencing
masters through the streets accompanied by trumpets and drums obviously was meant to draw a crowd.
His account also presents an interesting picture of how these
fights were performed. For one thing, the weapons used in the match
were sharp enough to slice a wrist open and cut off an ear. Another
interesting fact is that the fight began immediately and lasted quite
a long time before blood was drawn. This point implies that both
fighters were skilled enough at their craft to fight for a period of time
without inflicting damage, and that their athleticism allowed them to
fight for an extended period of time. De Richefort specifically states
that both fencers fought “according to the English style,” indicating
that even a non-Englishman could recognize this particular style and
contrast its techniques against other popular styles of the time.
If a Frenchman could differentiate an “English style,” then it
must be assumed that Englishmen could tell the difference in styles
6 George L Hoskins, The Life and Times of Edward Alleyn Actor, Master of the Kings
Bears, Founder of the College of God’s Gift at Dulwich. (London: Jonathan Cape, 1952),
131-2.
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of fighting as well. My own work in fencing and watching other
martial art competitions suggests that ability to differentiate fighting styles. For instance, although one may not be Japanese, Korean,
or Chinese, when witnessing martial art competitions from these
schools, distinctions among them emerge. I, for one, have noticed
that in the Japanese martial forms the movements are very rigid and
staccato. On the other hand, movements in the Chinese forms are
soft and fluid like a fast paced tai-chi, as opposed to almost robotic
actions in the Japanese forms. It is my contention that the martial art
forms from Italy, Spain, and England are just as uniquely different
and that the Italian and Spanish, therefore, could be perceived as dissimilar from the English style of fence. It seems from the accounts
of Holinshed and Ascham that swordplay during the Elizabethan period was a popular sport and, most Elizabethans would understand,
at the least, the basic sword fighting style practiced in England. The
question is whether these accounts by Holinshed, Ascham, and De
Richefort indicate how fights were performed for plays?
There is some evidence that points to a realistic portrayal
of stage fights in the theatre. First, a contemporary description in
The Rich Cabinet Fuyrnished with Varietie of Excellent Discriptions
(1616) says that actors were known for “dancing, actiuitie, musicke,
song, elloqution, abilitie of body, memory, skill of weapon, and
pregnancy of wit.”7 These lines suggest that the actors were skilled
swordsmen. Evidence of their skill can be seen in the Middlesex
County Records of Early English Drama, which reveal that several
actors such as Gabriel Spencer, an actor for Henslowe, dueled with
and killed a “skilled swordsman, James Feake with a sword costing
5s by a wound in the eye at the barbers in Holywell Street parish of
St. Leonards, Shoreditch.”8 The ability to target and hit one’s opponent in the eye takes great skill simply because the head is such a
small target. Spencer himself was later killed in 1598 in a duel with
7 Thomas Gainsford, The Rich Cabinet Fuyrnished with a Varietie of Excellent Discriptions (London, 1616).

8 Records of Early English Drama: Oxford, ed. John R. Elliot (Toronto: University of
Toronto Press, 2004), 75.
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sometime actor and playwright Ben Jonson.9 Other examples of
actors and playwrights participating in duels are recorded in Pepys’
diary in 1666, which states that an actor named Smith killed his opponent in a duel.10 It appears that actors were skilled enough to win
actual duels, which would take some skill at the sword.
Playscripts also yield examples of an actor’s swordsmanship. In Thomas Heywood and William Rowley’s Fortune by Land
and Sea the script gives some explicit directions for the action of the
duel between Forrest and Rainsford. According to the stage directions, “They fight and pause.” Then, “They fight—Forest loseth his
weapon.” Forrest “guards himself, and puts by with his hat-slips—
the other running, falls over him and Forrest kills him.”11 The stage
directions indicate that, in this fight at least, the duel was not merely
a quick “one, two, three, and home,” but was fought at some length
with a good deal of suspense. In Robert Greene’s Friar Bacon and
Friar Bungay, two scholars observe a fight on stage with rapier and
dagger and comment upon the fight: “ah, well thrust!” and “But
marke the warde [guard].”12 The lines indicate an attempt on the
playwrights’ behalf to display the skill of the actors in fighting, as
the two scholars draw attention to the actors’ skill with the Italian13
thrust and unique guard position. From examples such as these, as
well as availability of London fencing masters showing off their
proficiency, fighting on the Elizabethan stage seems to have been
a display of skill and a representation of a “real” fight, not a mere
stylized presentation.
9 Marchette Chute, Ben Jonson of Westminster (New York: E. P. Dutton, 1960), 75-6.
10 Samuel Pepys, The Diary of Samuel Pepys (London: n.p., 1666). http://www.pepys.
info/1666/ 1666jan.html (accessed April 10, 2009).
11 Thomas Heywood, The Dramatic Works of Thomas Heywood (London, 1874), Fortune
by Land and Sea, II.ii.
12 Robert Green, “Friar Bacon and Friar Bungay,” in English Renaissance Drama, ed.
David Bevington (London: W.W. Norton & Co, Inc., 2002), 129-181.
13 The Italian and Spanish schools of fencing were based on thrusting and point work
while the English school emphasized the cut. It seems here that the thrust was to be the
main emphasis in this play, perhaps to let the audience know or be aware of the nonEnglish nature of the fight.
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The Italian Fencing Style

According to Elizabethan fencing instructor George Silver, who

in 1559 wrote Paradoxes of Defense and Bref Instructions upon
My Paradoxes of Defense, two masters taught the Italian style of
fence in England—Rocco Bonetti and Jeronimo, whom Silver calls
“Bonetti’s boy.”14 The unique stylization of the Italian school is best
summed up in the works of Silver, the earlier treatise of Italian fencing master Capo Ferro in The Art of the Sword (1570), and the Italian fencing master Fabris Schermo’s The Science of Arms (1606).
Silver explains how the Italians put emphasis on thrusts rather than
cuts, indicating the style used the quickness of the thrust over the
cut. This technique created a specific stance in fighting, indicating
an almost fully extended arm raised and aimed at the opponent’s
body. A clearer picture of this can be drawn from the plates of Ferro,
as seen below:

Figure 1: Fabris- Ferita di quarta, contra una terza. Time thrust taken on the
adversary’s feint of disengagement. Notice the low stance on the right.

14 George Silver, Paradoxes of Defense (1599), in Three Elizabethan Fencing Manuals,
ed. James L. Jackson (Delmare: Scholars Facsimiles & Reprints, 1972), 562.
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Figure 2: Capo Ferro- a figure showing the prima guard. This is an unguard
Position not a lunge. Lunges would be deeper and lower.

Figure 3: Capo Ferro- Demonstrating fighting distance and low stance.
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Figure 4: Capo Ferro- A counter attack on the blade. Notice again the deep
stances.

In the preceding illustrations, notice the length of the weapons as they reach for the opponent; also notice how low and grounded the fighters’ stances are. These stances were used to give a more
powerful thrust in the fight as well as to eliminate targets in the legs
and lower parts of the body. Because of the low stance, this style
eliminates any and all low parry positions. In other words, parries
are not made with the tip of the sword pointing to the ground. All
parries are made with the tip up or pointing toward the opponent. At
any attempt by the attacker to thrust or cut at the leg, the defender
must be low enough to parry with guards that are close to the chest
and head. This is quite a contrast from other fighting styles prevalent in England, as will be discussed below.
The Italian style of fighting made popular in England by
Bonetti and Jeronimo typically is considered by such theatre scholars
as McCollum, Turner, and Soper and Elizabethan historian Wright
to be the style taught to Elizabethan actors and most frequently used
on stage. Examining each scholar’s reasoning illuminates their conclusions as to how and why actors came to learn this particular style
of fence.
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McCollum argues that actors gleaned their fencing training
from Bonetti, an Italian fencing master who arrived in London in
1571 and, by 1584, was occupying a room in Blackfriars.15 In her
short article, McCollum gathers historical documents that speak of
Bonetti’s time in England. She does an excellent job of tracing the
steps and places where Bonetti trained and how he finally ended
up teaching at Blackfriars in London. During his time at Blackfriars, acting troupes were performing and rehearing their plays in the
same place. From the conclusions of dates and places, McCollum
surmises that Bonetti would have a monetary basis for teaching at
Blackfriars because the actors would have taken lessons from him.
She concludes that teaching at Blackfriars would most likely have
Shakespeare and Bonetti meeting and perhaps going over the fencing in scenes that Shakespeare wrote.16
In the same vein, Louis Wright emphasizes the likelihood
of Bonetti’s teaching actors to fight because the fight master occupied Blackfriars at the same time acting troupes used it.17 While
both Wright’s and McCollum’s speculations seem plausible, after
researching more about Bonetti’s lifestyle and personality as well
as his fee scale for lessons, it appears highly unlikely that he would
have taught any actors.
Bonetti’s attitude toward the working class is made evident
in Silver’s Paradoxes of Defense. According to Silver, Bonetti was
approached by the London Masters of Defense, and asked to show
the English masters his mastery of the sword. However, Bonetti
refused because they were of a lower social class than he.18 During the Elizabethan era, actors were considered servants of their patrons and were deemed to be in a class below that of the merchant
15 Blackfriars was also the home to a group of fencing masters called the Masters of
Defense, an historical fact that many scholars have seemed to ignore or mention only as an
afterthought. Blackfriars also was Shakespeare’s private theatre.

16 Linda McCollum, “Rocco Bonetti.” The Fight Master: Journal of the Society of American Fight Directors 9 (May 1986): 13-17, and “The Fencing School in Blackfriars.” Blackfriars Journal 1, no. 1 (1998), http://home.netcom .com/~cecilymc/article1.html (accessed
May 24, 2008).
17 Wright, “Stage Dueling,” 256-75.

18 Silver, Paradoxes of Defence, 562.
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and working-class citizens of London. Therefore, it seems reasonable that, if Bonetti would not teach the working class his style of
fence, he would see those of even lower social status unworthy as
well. Bonetti also made some outrageous claims about the English,
claiming that he could “hit anie Englishmen with a thrust upon anie
button,” meaning that Bonetti could thrust and hit every button on
the Englishman’s doublet before the Englishman could parry his attack.19 Comments, like this one, as well as his refusal to prove his
swordsmanship, led to a constant barrage of threats and challenges
from the London Masters, eventually forcing him to flee to Scotland
in 1571.20 On his return to London two years later, his comments
were apparently not forgotten because threats still came from the
merchant class and the London Masters. That dislike escalated to
such a degree that, on one occasion, Bonetti was attacked and beaten
half to death by men carrying oars.21
The attack on his life led Bonetti to appeal to the Privy Council twice, first in September 1578 and then in July 1579. According
to historical records gathered from the book of minutes, at the first
hearing, Bonetti was unable to name the perpetrators, and the case
was dropped.22 In the second hearing, Bonetti complained of threats
not only against him but also against his wife, and this time the
Privy Council put two men in prison until Bonetti said they could
be released, a Francis, living in Blackfriars, and one Isaac, living
in White Friars.23 Although the exact threats against him are not
known, their threats were severe enough to cause them to be imprisoned. It appears from these records that whenever Bonetti’s name
is mentioned, there is always a story of distress or adversity aligned
with it, and it seems that Bonetti was not welcome in London. Not
only did Londoners seem to dislike Bonetti, but it also appears that
the Oxford crowd disked him, possibly because he ignored the mid19 Ibid., 563.

20 Turner and Soper, Elizabethan Swordplay, 16.

21 Sir Harris Nicholas, Proceedings of the Privy Council (London, 1833), 43.
22 Ibid., 44

23 Ibid., 46.
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dle class as he made his lease in Blackfriars.24
Bonetti’s disdain of the middle class is also apparent in his
selection of students, for by all accounts he taught only noblemen
and gentlemen of the court.25 Bonetti thought the Italian style of
fencing should be reserved for the upper class, and actors would
have appeared to Bonetti as commoners unworthy of instruction in
the sword. Silver indicates that Bonetti was charging £20 to £100 a
lesson. As a frame of reference, a laborer’s wage was about 6 pence
a day, a craftsman’s about one shilling (12 pence = 1 shilling; 20
shillings = 1 pound). Basic admission to a theatre was 1pence and
actors made no more than 5 to10 shillings a week.26 An actor would
have to work for four months in order to pay for one lesson from
Bonetti. Based on these figures, it seems unlikely that an actor or
even a shareholder could afford Bonetti’s lessons.
Bonetti’s expressed dislike of the English, especially the
merchant and rising middle classes, coupled with the incredible cost
of his lessons, make it unlikely that Bonetti would have taught Elizabethan actors to fight for the stage.
The Spanish Fencing Style

Another popular style of fencing in the Elizabethan era was that of
the Spanish school. Evidence from the period credits Italian Vincentio Saviolo with bringing this style to England and teaching it. John
Marston remarks upon Saviolo’s style in his Scourge of Villainy:
Oh! Come not within distance Martius speaks
Who ne’er discourseth but of fencing feats,
Of counter time, fincture, sly passataes,
Stamazzone, resolute stoccataes,
Of the quick change with the wiping mandritta,
The caricado with th’ imbroccata,
The honorable fencing mystery
24 Linda McCollum, “Rocco Bonetti,” The Fight Master: Journal of the Society of American Fight Directors 9 (May 1986), 13-17.
25 Silver, Paradoxes of Defence, 562.

26 Ibid, 63-4; Alwin Thaler, “Minor Actors and Employees in the Elizabethan Theatre,”
Modern Philology 20 (1922), 49-60.
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Who does not honor? Then falls he in again
Jading our ears: and somewhat must be sain
Of blades, and rapier hilts, and surest guard,
Of Vincentio and the Spanish’s ward.27

Marston’s lines not only give favorable mention to the quality of
Vincentio’s sword fighting but also partially describe his sword
fighting in the Spanish style.
Silver’s Paradoxes of Defence reinforces Marston’s lines as
he explains how a student of Saviolo’s Spanish school was thought
to be a
better man with his rapier than the Italian, Frenchman, high
Almaine or any other country man whatsoever, because they
in their rapier fight stand upon so many intricate trickes . . .
in his fight, both safely to defend himself and to endanger his
enemie.28

Silver’s Paradoxes gives an encompassing survey of the manner of
the Spanish fighting:
They stand as brave as they can with their/Bodies straight upright, narrow spaced, with/their feet continually moving, as if
in a dance/Holding forth their arms, and rapiers in front of/ their
bodies or their enemies.29

Other fencing masters of the time period, such as Spanish
fencing master Don Luis Pacheco de Narvaez, state that the swordsman will shift from one posture to another, looking for an opening
in the adversary’s defense or seizing an opportunity for an attack as
the adversary is changing postures. The swordsman will also attack
an oncoming attack while closing the line of attack.30 Figures 5, 6,
and 7 below help to illustrate what Silver and Narvaez say about the
Spanish school:
27 John Marston, “The Scourge of Villainy,” in The Plays of John Marston, ed. W Harvey
Wood (Edinburgh: Oliver and Boyd, 1934), III. xi.
28 Silver, Paradoxes of Defence, 511.
29 Ibid., 511-12.

30 Ramon Martinez, “The Demystification of the Spanish School,” http://www.martinezdestreza.com/articles/spanish1.htm (accessed April 9, 2009).
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Figure 5: Vincentio Saviolo- Showing second guard with rapier and dagger illustrating the circle movements and passes with a partner.

Figure 6: Don Luis Pacheco de Narvaez- Illustrating shifting postures with appropriate footwork in a dance like fashion.
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Figure 7: Jeronimo de Carranza- gaining the advantage by traversing (shifting
weight to move the body quickly forward then thrusting your opponent on an
angle by turning your body).

These plates from the work of Vincentio Saviolo, Don Luis
Pacheco de Narvaez, and Jeronimo de Carranza help illustrate what
Silver suggests about the Spanish fighting style. Notice how the feet
seem to be in motion and the hand and rapier are in front of the fighter so as to slap or attack the thrust of the opponent’s blade away.
Turner and Soper, as well as theatre historian James L. Jackson, contend that the Spanish style as illustrated above is written
about in the plays of Shakespeare, John Marston, and Christopher
Marlow. Jackson suggests that evidence of the Spanish style can be
found in Shakespeare’s Romeo and Juliet, which, he says, “demonstrates knowledge of the style as well as a style most likely taught
to actors by Saviolo himself.”31 Jackson also concludes, based on
historical records, Saviolo took over Blackfriars from Bonetti after his death. However, much like McCollum and Wright, Jackson,
Turner, and Soper also do not look into the entire historical record of
Saviolo’s life to test the likelihood of Saviolo’s teaching actors the
Spanish style of fence. For instance, Saviolo states,
31 James L Jackson, “The Fencing Actor Lines in Shakespeare’s Plays,” Modern Language News 57 (1942): 615-621.
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The art and exercise of the rapier and dagger is much more rare
and excellent than anie other . . . . It is a noble science for gentlemen of honor and nobility.”32

This passage implies that the style Saviolo teaches is not meant for
any other but those belonging to the noble and gentlemen class. The
passage seems to confirm Silver’s remark: “Saviolo, like his predecessor, Bonetti, only taught nobles and gentlemen of the Court.”33
Other historical evidence points to the improbability of Saviolo’s teaching in Blackfriars. John Florio, in 1578, writes that Saviolo taught at the “sign of the Red Lion.”34 Silver states that Saviolo
taught at the court at London and in the country within the space
of seven or eight years.35 Silver’s remarks suggest that while in
London, Saviolo taught only at the court and did not teach at Blackfriars. Silver also states that Saviolo taught outside of London, for
seven to eight years traveling across England. According to historical records, Saviolo arrived in London in 1590 and died in 1599. If
Saviolo traveled around the countryside for seven to eight years and
spent perhaps only two years in London teaching at the court, it is
highly unlikely that actors would have spent enough time training
with Saviolo to learn anything except the basics of fighting. The records of the London Masters of Defense indicate that students would
study and practice sword fighting for eight years until they achieved
fluency in a weapon,36 and, according to fencing historian Egerton
Castle, Spanish and Italian fencing masters would train new students
for eight to ten years in order to perfect their style of fence.37
The time spent in teaching beginners seems to indicate two
possibilities: one, that actors could not have become proficient in the
Spanish style of fence taught by Saviolo, or two, that actors could
32 Saviolo, His Practice, 192-3.

33 Silver, Paradoxes of Defence, 564.

34 John Florio, Second Frutes (London, 1591), 66.
35 Silver, Paradoxes of Defence, 564.

36 Sloane Manuscript 2530 (London, 1590), 5-28.

37 Egerton Castle, Schools and Masters of Fence: From the Middle Ages to the Eighteenth Century (London: Arms and Armour Press, 1969), 97.
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have come to him already trained in swordplay and learned the
Spanish style from him. However, since contemporaries write that
Saviolo taught only at court, it is highly unlikely that actors went
to court to learn from him. In light of this evidence—that Saviolo
taught only nobles and gentlemen of the court, and that Saviolo was
unlikely to have taught at Blackfriars—there still is a question as to
how playwrights seem to have modeled their stage combats after
Saviolo, like Shakespeare did with Tybalt’s fencing style in Romeo
and Juliet.
Jackson, Turner, and Soper point out that Shakespeare must
have had knowledge of Saviolo’s style of fencing, as is evident in
Romeo and Juliet. However, knowledge of a style is not the same
as training in that style. For example, I can have knowledge of
Bruce Lee and his style of martial arts, and might even be able to
reproduce a small portion of his techniques, but it does not mean I
am trained in his style or an expert in martial arts. Jackson suggests
that knowledge of the Spanish style is evidence that Shakespeare
was trained in it. I argue that Shakespeare simply knew about Saviolo. He might have encountered Saviolo by reputation in print as
early as 1591, because Florio, who knew Saviolo, provides the first
extant description of him in Second Frutes, a work that Elizabethan
historian Kenneth Muir suggests Shakespeare read.38 Castle notes
that Saviolo was a very popular figure in England as it seems that
that many of the nobles flocked to his school.39 Castle cites George
Silver’s book, which states, “this wan [Saviolo] got much, still continuing their false teaching and to the end of their lies,” and, “The
Nobles all came running to him with their capes.”40 John Florio, in
his seventh dialogue of his Second Frutes, comments on Saviolo,
There is no man that teaches with more dexterity and nimbleness.
He has skill in every kind of weapon . . . but at most with rapier
and dagger . . . . He vaults most nimble and is most patient.41
38 K. Muir, “Shakespeare and Florio,” Notes and Queries, 197 (1952), 493-5.
39 Castle, Schools and Masters of Fence, 114.
40 Silver, Paradoxes of Defence, 565.
41 Florio, Second Frutes, 187.
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Rapier and dagger fighting was taught to the nobles at court, who
seemed enthralled with the Spanish style, which came from Saviolo,
and Silver’s and Florio’s comments seem to indicate the popularity
of Saviolo among the English nobles.
Unlike Bonetti, Saviolo’s teaching was so popular and in
such demand that he printed his work in three fencing manuals in
1595. Castle asserts “no master of fence is likely to have written a
book until he had acquired a widespread reputation as a teacher.”42
Further, Elizabethan playwrights based many of their ideas on
popular works of the time. For instance, John Jowett argues that
Shakespeare got the idea of Romeo and Juliet from popular author Arthur Brook’s long poem, The Tragical History of Romeus
and Juliet, written in 1562,43 which also supplied hints for the Two
Gentlemen of Verona. Jowett also contends that Shakespeare was
inspired by other works, such as the work of Plautus for Comedy of
Errors, Ralph Holinshed’s Chronicles for many of his history plays,
and Thomas Lodge’s prose romance Rosalynde for As You Like It.44
Thus, it would seem in character for Shakespeare to use Saviolo’s
text as a model for Tybalt’s fencing style in Romeo and Juliet.
Shakespeare may have been influenced by the writings of
Saviolo, but perhaps he may have used his writing not to praise the
Spanish style, but to mock the style generally, and Saviolo in particular. Relations between Spain and England were strained at the time.
According to historian Chris Trueman, during the first ten years of
Elizabeth’s reign, a rift occurred between England and Spain.45 Relations between the two kingdoms had been declining slowly from
1558 to 1568, but in 1568 the English seized some Spanish bullion
42 Castle, Schools and Masters of Fence, 4. It is important to point out that neither Rocco
Bonetti nor Jerinomo is known to have published a fencing manual, which is why I believe
Silver and the Masters of Defense questioned his capability as a teacher.

43 William Shakespeare, The Oxford Shakespeare, ed. John Jowett (Oxford: Clarendon
Press, 2005), 396.
44 Ibid., 250, 655.

45 Chris Trueman, Elizabeth I and Spain, History Learning Site, http://www.historylearningsite.co.uk/elizabeth_spain.htm (accessed June 1, 2008).
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ships that had been blown into English waters. These ships had gold
on board that was to be used to pay for Alva’s army in the Netherlands. The Spanish responded by seizing English merchant ships
that were docked in Antwerp, and from that point on open hostilities
existed between England and Spain until 1604.46
There is some evidence that popular animosity toward Spain
became deep-seated among the English, and continued long after
the Armada, Elizabeth’s death, and the peace treaty King James I
negotiated with Spain in 1604. Antimo Galli in 1613 wrote about
an incident in the theatre in which the patrons supposed a foreigner
to be a Spaniard and “whistled and jeered at him in such a fashion”
that he would never go back to the theatre again.47 Many historians
believe this popular bitterness against Spain arose from the Spanish
Armada’s attempt to invade England in May of 1588. Queen Elizabeth made a speech recording the victory over the Spanish and is
quoted as saying, “I have the heart and stomach of a king, and a king
of England too and think foul scorn against Spain.”48 Shakespeare
appeared in the theatre-scene in London a scant four years later.
Thus, Shakespeare might reflect the same attitude against Spain as
did the Queen and many an Englishman of his time. Therefore, we
might conjecture that he would not praise a Spanish style of fence
but perhaps mock it. Perhaps, in Romeo and Juliet Shakespeare uses
Saviolo’s popular text to mock the Spanish style that it teaches.
Shakespeare’s Romeo and Juliet includes terminology found
in Saviolo’s fencing manual, as Tybalt’s fencing style seems to show
a strong Spanish influence. Mercutio remarks, after Tybalt has insulted Romeo, “Alla stoccata carrie it away.”49 Florio describes
Saviolo as particularly adept at the stoccata, and Silver describes
the best ward to be the stoccata, as taught by the Italian masters
46 Ibid.

47 Antimo Galli, Letters from the Florentine Correspondence (London, 1613), 17.
48 Elizabeth I, Speech to the Troops at Tilbury (London, 1588), 1.
49 Shakespeare, Romeo and Juliet, III.i.
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Jeronimo and Saviolo.50 There are other references in the play to
Tybalt’s fencing style being influenced by Saviolo. Mercutio calls
him a “Courageous Captain of compliments” and a “Gentlemen of
the first and second Cause.”51 These lines seem to make Mercutio
allude to Saviolo’s second book, Of Honor and Honorable Quarrels, in which Saviolo outlines the reasons for engaging in combat
and the types of quarrels and argument that suffice for an aggressive
answer, referring to this as the “code duello.”52
Another interesting insight into Tybalt’s purportedly Saviolo-influenced style of fencing is seen in Mercutio’s mockery, when
he calls Tybalt the “king of cats.” Saviolo introduced the forming of
the left hand, which usually was covered by a mail or leather glove,
into a cat-like formation in order to paw or beat away quickly the
attacker’s sword. As seen in figure 8, the hand held thus could be
interpreted as resembling a cat’s pawing, beating away yarn or a
mouse. The picture comes from Saviolo’s text showing a Spanish
style of fighting with the left hand raised in a cat-like position; thus,
Shakespeare may be using Mercutio’s “king of cats” to poke fun at
this rather odd-looking stance.

Figure 8: Vincentio Saviolo- Illustrating a fighter’s free hand in a cat like fashion to beat an opponent’s blade away.
50 Silver. Paradoxes of Defence. 72. A ward is a defensive position that fencers take. It
could also be called an unguard position.
51 Shakespeare, Romeo and Juliet, II. iv.

52 Vincentio Saviolo, “Of Honor and Honorable Quarrels,” in Three Elizabethan Fencing
Manuals, ed. James L. Jackson (Delmare: Scholars Facsimiles & Reprints, 1972), 311488.
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Mercutio makes other derogatory comments regarding Tybalt’s fencing style when he calls Tybalt a dancer (an attribute Silver
gives to the Spanish style of fighting), stating that his own sword will
make Tybalt dance.53 Mercutio adds that Tybalt fights as one sings a
prick-song, keeps time, distance, and proportion.54 These lines seem
to infer that Tybalt fights as a dancer, and one could almost sing a
tune to Tybalt’s dancing feet. The dance-like movement discussed
in Saviolo and illustrated earlier in this section could be evidence
that Shakespeare may have been mocking Saviolo in Mercutio’s
musical allusions about Tybalt’s fencing style. Silver’s description
of Saviolo’s fencing style helps to illuminate Mercutio’s derogatory
comments. Silver writes that according to Saviolo, the combatants
stand as brave as they can with their bodies’ straight upright, narrow
spaced with their feet, continually moving as though they were in
a dance.55 Mercutio’s insults appear to mock Saviolo’s insistence
that this technique results in the “fatal prick of the rapier.”56 Shakespeare, via Mercutio, seems to be making fun of Saviolo’s treatise
on fencing, especially the passage where Saviolo says,
I think it necessary that everyone should learn this arte, for as a
man has vice and can sing by nature, he shall never do it with
time and measure of music unless he has learned my art.57

The idea of Shakespeare’s using his text to subvert the ideals
of the noble class is not uncommon. I suggest that the fight scene
in Romeo and Juliet not only may be a satire on the Italian masters
(Saviolo and Bonetti), but also, by using Tybalt as the epitome of the
arrogant nobleman, an oblique tweak of the noblemen who favored
the Spanish style. It seems clear that Shakespeare had knowledge of
the boasting ways of the Italian masters, perhaps from the writing of
Silver. He also seems to have been well aware of the current change
in fashion among the nobility from the English style of swordplay
53 Shakespeare. Romeo and Juliet, III.i.
54 Ibid., I.iv.

55 George Silver. Paradoxes of Defence. 512.
56 Vincentio Saviolo. His Practice, 252, 269.
57 Ibid., 206.
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to the more ornate Spanish style. Shakespeare’s seeming disdain for
the Spanish style would indicate that Shakespeare was not a student
or follower of the Spanish school. Therefore, Shakespeare’s mockery of the Spanish style and Saviolo’s attitude toward those of lower
class strongly suggest that Shakespeare and his company would not
have taken lessons from Saviolo.58 This conclusion leaves the London Masters of Defense as the most likely source of instruction for
Elizabethan actors.
The English Fencing Style

The fencing style taught by the London Masters of Defense is dif-

ferent from the Spanish and Italian styles. The Italian style emphasizes the thrust over the cut and uses low stances, and the Spanish style calls for fencers to stand straight with knees only slightly
bent and move in a dance like fashion. The English fencing style,
as described by George Silver, places an emphasis on the cut over
the thrust and a medium stance, thus appearing to fit somewhere
in between the Spanish and Italian styles. The English style also
advocates a direct confrontation approach as opposed to the dancelike movement of the Spanish. Figures 9, 10, and 11 illustrate the
English style of Elizabethan fencing master Joseph Swetnam. For
he “true guard,” Swetnam explains:
Keep thy Rapier hand so low as the pocket of thy hose at armes
end, without bowing the elbow joint and keep thy left hand right
with the left cheek . . . beare the arm out stiff”59

58 J. Aylward. The English Master of Arms. (London: Routledge, 1956), 51.

59 Joseph Swetnam, The Schoole of The Noble and Werthy Science of Defence (London,
1617), 15.
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Figure 9: The “true guard.”

For the “carelesse or lazie guard” Swetnam suggest that one should
“lay thy point of your rapier upon the ground a foot wide of your left
side over thwart your body, and let the hilt of your rapier rest upon
your right thigh.”60

Figure 10: The “carelesse or lazie guard.”

For the “fore-hand guard.” Swetnam writes that one should “Put thy
Rapier hand under thy left, alwaies keeping the point of thy Rapier
something variable, and yet something directly about the girdlestead of thy enemie.61
60 Ibid., 110.
61 Ibid., 112.
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Figure 11: The “fore-hand guard.

These examples of the English style are unique features not seen
in the Spanish or Italian schools. The English style, then presents
a third fencing style that Elizabethan audiences might witness in a
fight on stage. I believe the English style was most likely seen on
the Elizabethan stage, and was taught to actors by members of the
London Masters of Defense.
The London Masters of Defense was the officially recognized guild of fencing teachers in and around the city of London, at
least until the Italians entered the scene. Like other guild companies, it kept meticulous records and looked after both the welfare of
its practitioners and the training of recruits. The London Masters of
Defense did not just teach rapier and dagger but a myriad of weapons,
including sword and buckler, quarterstaff, long sword, backsword,
and many others. The historical documents for this company deal
with professional matters, such as dues received, students trained,
and rivalries between the company and other fencing schools taught
by foreigners.62
I am assuming that Joseph Swetnam and George Silver were
members of The London Masters of Defense. I base this hypothesis
on Silver’s intricate knowledge of the London Masters of Defense,
62 Herbert Berry, The Noble Science (Newark: University of Delaware Press, 1991), 65.
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his animosity toward the Italian takeover of fencing schools, and
his own fencing manual, Bref Instructions Upon My Paradoxes of
Defense, which outlines an English style of fighting. Besides the
work of Silver, I also gleaned information about the organization
from an incomplete manuscript, attributed to the London Masters
of Defense, entitled The Noble Science, also known as the Sloane
Manuscript 2530.
The surviving manuscript details how the company tended
to the welfare of practitioners and the training of recruits, the care
for aged masters, and the hiring of qualified people to teach in the
schools. Also given are fees charged per lesson, 4 to 5 shillings, plus
an unknown cost to advance in ranks.63 What the manuscript lacks
is information about the style of fence the school taught; however,
Silver fills in the gaps about the style taught by the London Masters
of Defense as well as the purpose of the school.
The information provided in the Sloane Manuscript, and in
the works of George Silver, shows how the London Masters of Defense came to offer and teach fighting techniques for the merchant
and lower classes at fees an actor could afford. I also propose that
the fencing masters of the London Masters of Defense held the same
contempt for the Italian upstarts that came into the city to teach only
the upper-class citizens. Shakespeare’s Hamlet can be seen as a
guide and example of the Masters of Defense style of “playing for
the prize,” which was how students moved up in rank within the
company. This is similar to any type of martial arts training where,
in order to advance to a higher rank, a student must take a test, which
the teacher grades.
To understand how the London Masters of Defense felt about
the Italians encroaching on their livelihood and the way they taught
and trained their students, it is important to understand their history.

63 Sloane Manuscript, 26, 29, 31. It could also be ascertained that, since the London
Masters of Defense taught a variety of weaponry, the actors might have learned to use long
sword, quarter staff, and bastard sword from members of the company. This training could
have given the actors the ability to fight in many of the historical plays, which would use
medieval or older weapons.
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In 1540, Henry VIII granted letters patent to the Masters of the Noble Science of Defense, who had organized to prevent unauthorized
fencing schools in London from making a profit. 64 Roger Ashem,
in his diary, notes that the schools of the London Masters of Defense
were found in every part of London.65 For a time, the Masters of Defense enjoyed rising popularity, not just among the commoners but
the nobility as well, through their teaching and superior fighting.66
This was before what scholars Craig Turner and Tony Soper coin as
the Italian “invasion,” which led to some altercations between such
Italian masters as Bonetti, Jeronimo, and Saviolo and the Masters of
Defense in London. Robert Morsberger paints an interesting picture
of the Masters of Defense during the Italian invasion. With the coming of the Italians, many of the upper class and nobility of London
flocked to the fashionable Italian fencing schools.67
The Commons probably saw little of the fighting techniques
of the Italian masters. They taught in closed rooms, allowed only
the upper class to view their teaching methods, and they seldom displayed their art to the public. On the other hand, the English fencing
masters displayed their students’ techniques in the guildhalls and
the theatres, where the students competed to attain higher rank in
the company.68
The Sloane Manuscript outlines a long list of techniques
for how best to play for a prize; its contents can be summed up as
having to make a hit on your opponent. The fencing demonstration
was called “playing for the prize,” and the ranks, in ascending order,
progressed from Scholar to Provost to Master. Each match would be
judged on how many hits a student could inflict upon his opponent,
as assessed by a panel of four judges. Students fought with dulled
weapons and were judged based upon their skill. When a student
64 Turner and Soper, Elizabethan Swordplay, 9.
65 Ashem, Toxophilus, 97.

66 Tuner and Soper, Elizabethan Swordplay, 14.

67 Robert E Morsberger, Swordplay and The Elizabethan and Jacobean Stage (Salzburg:
Universitat Salzburg, 1974), 14.
68 Sloane Manuscript, 31.
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acquired proficiency in two weapons, he would advance to the next
level.69 Before each match, the challengers would parade through
town with accompanying trumpets sounding, to advertise that there
was a challenge about to be played.70
These contests were popular from about 1555 to1590. According to historical records, some of the theatres used were the
Theatre, the Curtain, and the Bel Savage. E. K. Chambers notes that
the Globe was sublet to the London Masters to give a public demonstration of their skill.71 Phillip Henslowe demanded a share of the
takings when members of the London Masters of Defense engaged
his Rose playhouse for a challenge on November 4, 1598.72
With these events performed at London theatres the Commons, probably including actors, playwrights, and the shareholders
of the theatres. Evidence of common knowledge regarding “playing
for the prize” appears in Ben Jonson’s play, Cynthia’s Revels: 73
BE IT KNOWN to all that profess arms that we, A.B., Master of
The Noble science of Defense, do give leave and license to our
Provost, C.D. to play his Master’s Prize against all Masters in
their subtile mysterie at these weapons, viz: longsword, sword
and buckler, Morris pike, and rapier and dagger. These are to
give notice that our said Provost will be present the ...th day
of the present month to perform and do his utter most for the
achievement and bearing away of the prize.
GOD SAVE THE QUEEN!74

According to fencing historian J. D. Aylward, “playing for
the prize” followed a typical set of rules such as the number of passes the fighters were allowed to take during the fight. Aylwald speculates that, if the rules were set up for the beginning fencing scholar
by the London Masters of Defense, the student would be given a
number of passes or movements that were allowed for him to take,
69 Ibid., 25.

70 Morsberger, Swordplay, 62-3.

71 E.K Chambers, The Elizabethan Stage (Oxford: Clarendon Press, 1923), 361.
72

Phillip Henslowe, Henslowe’s Diary (London, 1591-1601), 101.

73 Other plays that reference playing for the prize include Every Man in His Humor and
Sir Clymon and Sir Clamydes.
74 Ben Jonson, Cynthia’s Revels (London, 1601), V.ii.
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and in that set number of movements he had to hit his opponent a set
number of times.75
I contend that Shakespeare gives a physical example of such
bouts in the final scene between Hamlet and Laertes (Act V, scene
ii). In that scene Osric seems to set up rules for the match as though
the fighters were “playing for the prize:”
Osric: The King, sir, hath laid, that in a dozen passes between
yourself and him, he shall not exceed you three hits: he hath laid
on twelve for nine; and it would come to immediate trial, if your
lordship would vouchsafe the answer.

After the rules are established by Osric, and agreed to by the combatants, the bout is described in the playscript as follows:
King Claudius: Set me the stoops of wine upon that table.
If Hamlet give the first or second hit,
Or quit in answer of the third exchange,
Let all the battlements their ordnance fire:
The king shall drink to Hamlet’s better breath;
And in the cup an union shall he throw,
Richer than that which four successive kings
In Denmark’s crown have worn. Give me the cups;
And let the kettle to the trumpet speak,
The trumpet to the cannoneer without,
The cannons to the heavens, the heavens to earth,
‘Now the king dunks to Hamlet.’ Come, begin:
And you, the judges, bear a wary eye.
Hamlet: Come on, sir.

Laertes: Come, my lord. (They play)76
Hamlet: One.
Laertes: No.

Hamlet: Judgment.
Osric: A hit, a very palpable hit.
Laertes: Well; again.

King Claudius: Stay; give me drink. Hamlet, this pearl is thine;
75 J. D Aylward. The English Master of Arms, 35. George L. Hoskins, The Life
and Times of Edward Alleyn Actor, Master of the Kings Bears, Founder of the College
of God’s Gift at Dulwich (London: Jonathan Cape, 1952) details the French traveler Di
Richefort’s description of fighting for the prize.”
76 Manuscripts and other sources describe play as an act of proving one’s skill
with weaponry. In this scenario, the weapons are dulled and no one is injured.
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Here’s to thy health. (Trumpets sound, and cannon shot off
within)
Give him the cup.

Hamlet: I’ll play this bout first; set it by awhile. Come. (They
play)
Another hit; what say you?

Laertes: A touch, a touch, I do confess.77

Note that there is a judge (Osric) for this bout and that there
are no actual blows struck that could result in injuries to either party
(at least not yet). This sounds very much like what the Sloane Manuscript describes as “playing for the prize.” The structuring of this
scene seems to reveal that Shakespeare was, at the least, knowledgeable of Elizabethan exhibition fighting, and as I have argued earlier,
many of these exhibitions were performed at theatres in the London area including Shakespeare’s Globe. The Hamlet-Laertes fight
scene is revealing evidence of Shakespeare’s fencing knowledge,
which far exceeds learning from a distance, or through manuals.
Shakespeare shows himself to be well versed in the art of
fencing through his stage directions concerning the fencers. I agree
with James L. Jackson, who believes that the First Quarto stage
direction, “They catch one another’s Rapiers” indicates that each
combatant seized the other’s rapier with his free hand, demonstrates
a detailed knowledge of swordplay.78 According to Jackson, the exchange of rapiers was a
fairly advanced move known as the left hand seizure, a move in
which the fencer takes his opponents hilt with his left hand and
twists the weapon outward from his grasp”79.

The defender’s only response is to take the same action, grasping the
attacker’s hilt with his left hand and disarming him, the two actions
resulting in an exchange of rapiers. The left hand seizure disarm is
discussed in three fencing manuals,80 including Saviolo’s manuals
77 Shakespeare, Hamlet, V.ii.

78 James L Jackson, “They Catch one Another’s Rapiers: The Exchange of
Weapons in Hamlet” Shakespeare Quarterly 41 (1990), 281-98.
79 Ibid., 282.

80 Giacomo Di Grassi’s and Vincentio Saviolo’s works both talk about this disarm. In
Jackson’s article, “They Catch one Another’s Rapiers,” he says he had tried to reconstruct
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and George Silver’s Instructions Upon My Paradoxes of Defense.
Unlike Saviolo’s manuals, Silver’s system is largely defensive and is a response to the Italian rapier-style fighting, so Silver
taught a technique that could be called the left-handed seizure. He
writes that, when one combatant can take his opponent’s sword with
his left hand, then he should pivot his body backward and to the
left, drawing back his own weapon. He thus holds his enemy immobile and threatens him with his point; the backward movement is
to avoid the enemy’s taking a similar grip. Silver suggests further
that the only effective response to this grip is to take a similar grip
of the opponent because each person can overpower his opponent’s
right hand with his left and disarm him.81 During this movement, a
disarm and an exchange have occurred.
I do not find it surprising that Silver and other fencing masters of the time wrote about this type of disarm, nor do I want to
quibble about how Shakespeare could have learned it from Silver’s
text. As already noted, I found it quite difficult, especially with Silver’s text, to understand the intricacies of how this disarm exchange
works, and I maintain that most people, trained or not, would find it
difficult if not impossible to imitate this movement without a teacher
to guide them. What I find most remarkable is that Silver’s text
was not printed until 1898, meaning that the text could only have
been circulated in manuscript during Shakespeare’s time. Probably,
therefore, Shakespeare and his actors had to learn this technique
directly, from either George Silver himself or other members of the
London Masters of Defense.
Furthermore, unlike the Italian masters in London (who
charged anywhere from £20 to £100 a lesson), the London Masters charged only 4 to 5 shillings a lesson.82 Actors and people of
these fencing masters’ moves based on their texts, but found it too difficult because Saviolo
nor Di Grassi do not give enough details.
81

Silver, Paradoxes of Defence, 596-598.

82 Sloane Manuscript, 113.
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lower classes could afford to take lesson from the English Masters.83
Jay Anglin, in his essay “The Schools of Defense” suggests that the
London Masters of Defense was “founded expressly to meet the
needs of the lower orders of society, who found defensive skills useful in a hostile and violent environment.”84 According to the Sloane
Manuscript, two individuals with connections to the theatre played
for prizes in order to move up in rank among the company of English fencing masters: playwright Robert Greene and actor Richard
Tarlton appear to have taken tests.85 Evidence suggests both men
had some connections to Shakespeare. All this leads me to conclude
that members of the London Masters of Defense are the most likely
instructors who trained Elizabethan actors, and therefore, the most
common fighting style seen on the Elizabethan stage was the English style of fence.
I believe there is more information to be discovered about
the Elizabethan actor’s fencing knowledge and techniques. I have
examined only two of Shakespeare’s plays in this article: Romeo
and Juliet and Hamlet. However, there are numerous other works—
such as All’s Well that Ends Well, Merry Wives of Windsor, and many
of his history plays—that could be examined to demonstrate and
convey convey the actor’s knowledge of swordplay and its English
roots. Further investigation into more of texts of Shakespeare and
other early modern playwrights might reveal more about the influence and style of the London Masters of Defense.
Stewart Hawley is a PhD (ABD) at Bowling Green State University. Currently,
he is working on a dissertation investigating the implementation of the Italian,
Spanish and English fighting styles in Shakespeare’s plays.

83 Also, although there is no historical evidence to support the following claim, it still
should be considered that perhaps the LMOD or other fencing schools offered special rates
for actors, while in return their style of fence or teaching could be seen by hundred in the
audience, thereby garnering interest in their fencing school. This might be a reason why
there are so many references to the style of fencing seen in the plays of the time period.
84 Jay P. Anglin. “The School of Defense in Elizabethan London.” Renaissance Quarterly 37 (1984): 393-410.
85 Slone Manuscript, 32-33.

